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Introduction
In recent years, the "winner-take-all" phenomenon has gained increased attention in the social sciences (Frank/Cook 1995; Rosen 1981; Adler 1985) . The phenomenon describes a structure in a labor market in which most actors face precarious and uncertain career situations, while a handful obtain extreme success. Hollywood is an example: A few survive this volatile business and make a very good living; many drop out early. Faulkner and Anderson (1987) show that most directors and producers in Hollywood make only one or two movies. The same holds true for the critical recognition directors receive, as Figure 1 illustrates.
1 A very small fraction of directors accounts for the majority of critical attention in the film business. As can be seen from the figure, about 5 percent of Hollywood directors receive more than 90 percent of all film awards.
This structure can be found in nearly all professions within the creative industries. Rewards in the art world are heavily skewed toward a minority of superstars who earn the highest share of rewards, while most artists face unemployment, underemployment, and severe income instabilities (Menger 1999: 545) . The heavy skewness in the reward distribution among artists has been explained by Rosen (1981) and Adler (1985) as a demand-driven process in which, once the technical level allows a worldwide distribution of the artistic product or service at a constant cost, small differences in talent may yield large differences in reward. According to Rosen (1981) , rational consumers have clear preferences for the best talent in the market. The best talent, however, is usually not substitutable with the second-best: listening to second-tier musicians does not substitute the top performer. Reading several bad novels does not add up to the same enjoyment of a page-turner. Consumers instead vote for the best product, which creates large differences in reward between the best and the second-best performer, although "real" differences in talent or quality may be small.
If the talent of a creative artist or the quality of the artistic product is not directly observable, or if talent is uncertain, disputable, or costly to determine -a common feature in many markets (Beckert/Musselin 2013) -rational consumers reduce this uncertainty by looking at the preferences of others (Adler 1985) . This rewards artists who are popular already. Once a certain threshold of popularity is achieved (Granovetter 1978) , information cascades yield the extreme concentration of demand on a very few actors, products, or services (Bikhchandani/Hirshleifer/Welch 1992; Banerjee 1992) . Herds of consumers develop an appetite for the same products, and adapt their decisions accordingly. What follows is a market in which a few superstars receive great rewards, whereas performers with slightly less talent or reputation fail, struggle, or drop out of the market.
These approaches make clear that talent or quality per se is not the most important factor in success. Talent is certainly important, but not necessarily a sufficient condition for the accumulation of success. What matters in the art world are signals for talent. For this reason, it makes sense to speak of reputation rather than talent as the driver of success (Menger 1999: 557; Becker 1982; White 1993) . Reputation indicates a social process in the valuation of the artistic product. Artists with good reputations move ahead in the business, while "those with only moderate reputations do not, and those with poor reputations experience employment difficulties and fail in the market" (Faulkner/Anderson 1987: 881) . Reputation is gained either through commercially successful projects, or critically successful projects, or both. If artists accumulate successful projects over their career, "Matthew effects" (Merton 1968) .4
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1 Cumulative share of awards 1 Cumulative population proportion Figure 1 Lorenz curve of the total number of awards per director While the accounts mentioned above explain a large part of the dynamics in the emergence of superstars, the explanation is focused on the demand side of a market, and disregards the specific contexts on the supply side, in other words, the social context and structures of the potential superstars themselves (see also Lutter 2013b). Both Rosen (1981) and Adler (1985) assume talent, or signals of talent, as exogenously given, but do not explain where critical recognition and reputation in the market come from in the first place. The same holds true for models of diffusion and information cascades; the initial signals that trigger diffusion processes remain largely exogenous.
In this paper, I focus on the social structures and contexts of the careers of creative artists in order to explain why some are able to gain critical attention, while others are not. I argue that specific social structures enable the innovativeness and creativity artists need to receive critical recognition from their peers and, ultimately, to build up a significant reputation. Specifically, I draw on social network theory (especially Uzzi 1997 Uzzi , 1999 Uzzi/Spiro 2005; Burt 2004 Burt , 2005 and cognitive dissonance theory (Stark 2009; de Vaan/Stark/Vedres 2013 in order to explain critical success in the US featurefilm industry.
To date, most studies have been focused on the performance of creative teams and explain team-level success (Reagans/McEvily 2003; Reagans/Zuckerman 2001; Uzzi 1997 Uzzi , 1999 Uzzi/Spiro 2005; Perretti/Negro 2006 Vedres/Stark 2010; Girard/Stark 2002; de Vaan/Stark/Vedres 2013) . But how networks and cognitive dissonance affect individual career success has rarely been studied (on artistic careers generally, however, see Cattani/Ferriani 2008; Giuffre 1999; Accominotti 2009; Menger 2009 ). The literature on teams suggests that familiar network structures and exposure to heterogeneous, diverse creative conventions work as complementary elements in the creation of innovative ideas (Uzzi/Spiro 2005) . While diversity is important to maximize the flow of ideas, it needs to be embedded within trustworthy familiar social structures in order to fully develop its creative potential (Stark 2009; de Vaan/Stark/Vedres 2013) . I argue that being embedded in these creativity-enhancing network structures positively affects individual career success. Using individual-level career data of 55,097 film directors, I test this argument. Controlling for human capital measures, I find that familiarity and diversity explain a considerable part of a director's individual critical success. Interaction effects show that diversity has greater effects on critical success if it is socially embedded within familiar social structures. 
Theory
The social embeddedness of economic action (Granovetter 1985) has been a landmark concept in the study of markets, organizations, and economic life. However, the demonstration that market processes are structured by social networks is still an ongoing empirical and theoretical challenge. We still do not know what specific types of social structures affect market outcomes, nor exactly when and how they do so.
In order to explain success among creative artists, the literature on team success, social networks, and social capital is of particular importance (Portes 1998; Adler/Kwon 2002; Burt 2005; Coleman 1988 Coleman , 1990 Lin 2001; Granovetter 1973) . Within this literature, there are two basic views on how social structures affect success (Burt 2001) . One goes back to Coleman's thoughts on social capital; the other is rooted in Granovetter's weakties theory and Burt's structural-holes approach. From these viewpoints, "success" is a function of either network density or network diversity.
The first approach views dense networks as a creator of social capital and a facilitator of performance (Coleman 1988) . Dense networks are social structures in which each network member is familiar to all or most other members in the network. For instance, within a film production team, members form a dense network if many in the team know each other from past collaborations. The more members know each other, the more familiar the team will be.
This form of social embeddedness affects individual performance in two ways (Burt 2001: 37) . First, familiar networks ease the exchange of information and the transfer of knowledge. This is especially true with regard to reliable or important information, knowledge of high complexity or quality (Reagans/McEvily 2003; Reagans/Zuckerman 2001; Rost 2011; Podolny/Baron 1997; Hansen 1999; Moran 2005 Moran : 1147 Smith/Collins/ Clark 2005) . The exchange of knowledge is fostered because members in dense networks develop trust through their repeated interaction. They establish reciprocal group norms that impose a set of obligations and expectations on the individual group member (Coleman 1988: 107) . This makes cooperative behavior more likely, which positively affects performance.
Second, familiar networks enhance the coordination capacity of the team (Reagans/ Zuckerman 2001; O'Reilly/Caldwell/Barnett 1989) . Especially in environments with high market uncertainty, market actors stabilize coordination processes by relying on those with whom they have collaborated in the past (Podolny 1994; Geertz 1978: 30; Beckert 1996) . Project-based labor markets such as the film industry are characterized by high uncertainty in several ways (Faulkner/Anderson 1987: 884) : work is innovative, non-routine, flexible, and creative. At the same time, investments in capital are high, but market outcomes are economically risky, uncertain, and hard to predict, largely due to unstable demand patterns. Reliance on prior collaborators in team construction is a way to reduce uncertainties in the market.
It is easier to coordinate and to adjust action and to perform complex tasks if actors know and trust each other (Podolny/Baron 1997: 676) . Familiar networks convey distinct frames of action within which their members can concentrate on their tasks and improve their performance. By contrast, unfamiliar, low-density networks create unclear, contradictory, or multiple frames of action within which coordination and communication become much more demanding.
Research shows that the positive effect of familiarity on performance is reversed when network density becomes too strong (Uzzi/Spiro 2005; Uzzi 1997 Uzzi , 1999 Giuffre 1999) , which speaks against Coleman's positive view on dense networks. For instance, in their study of Broadway musicals, Uzzi and Spiro (2005) demonstrate a nonlinear, inverse u-shaped relationship between the artistic success of musicals and the network density of musical team members. Performance and success increase with network density up to a certain level. After this threshold, performance decreases with higher levels of embeddedness (for further examples, see Uzzi 1997 Uzzi , 1999 Giuffre 1999 ). In the case of high density, both coordination capacity and information flow are maximized, but this comes at the expense of reduced ability to come up with innovative ideas. The reason is that within high-density networks, the ideas that are shared become repetitive and redundant. They originate from the same people, who share similar demographic backgrounds, and have potentially been exposed to related experiences. High-density teams hold identical standards of knowledge. They agree on the same artistic or creative conventions. While these resources can be well coordinated because team members trust and know each other, the creative output is far from being novel, groundbreaking, or innovative. Hence, overly high-density teams gain less critical attention and success, which, if associated with these teams, becomes a liability for an artist's career success.
While overly dense teams might be beneficial in some contexts, 2 they are especially harmful in the context of creative work. The creative industries are forced to create permanent novelty. A movie earns critical recognition if it delivers a constant flow of novel experiences; this is what Hutter (2011) terms "infinite surprises" as a generator of "praise value." While a successful creative product undoubtedly uses and builds on conventions, it twists or combines these in an innovative way into new forms (Becker 1982: 63) . Generating newness, however, becomes difficult in a context of high-density networks in which redundant information constrains innovative ideas.
In sum, this discussion suggests that while familiarity among team members increases creative performance and potential success in an art world, high levels of density and cohesion can potentially undermine the innovative flow of ideas. This should have direct effects on the career paths of creative artists, depending on whether they are more often associated with familiar teams, or with cohesive, overly familiar teams: The second view argues that success and performance are positively affected by exposure to heterogeneous, diverse sets of people, information, ideas, and cultures. This viewpoint goes back to Burt's concept of structural holes (Burt 1992; Burt 2001; Burt 2005) , which itself starts with Granovetter's (1973) strength of weak ties hypothesis. In addition, it has origins in concepts such as Lévi-Strauss' notion of "bricolage" (Lévi-Strauss 1966) as well as March and Olson's organizational theory of exploration, ambiguity, and choice (March 1991; March/Olsen 1966) .
The basic argument is that actors in a brokerage position who bridge two or more otherwise unconnected and diverse networks gain important competitive advantages over those located within rather than between groups (Burt 1992) . Moreover, brokers enrich both worlds by bringing new ideas into a core group. Brokers are hence in a better position to create new ideas and to produce innovative outcomes (Burt 2004 ).
The positive effect of brokerage has been demonstrated in empirical research. For instance, Giuffre (1999) shows in her study of New York fine art photographers that those who are embedded in a loosely connected network of ties between artists and galleries obtain more critical success than those who are either not connected at all -and struggling to survive -or those who have a few strong connections to galleries.
Being embedded in a diverse set of network relations also serves as a protection against career failure. This is especially true for freelancers or project workers who have to rely on a large net of customers who might call for their services on future occasions (Becker 1982: 86) , for job seekers who extend their search routes through the non-redundant information of weak-tie connections (Granovetter 1974; Godechot/Mariot 2004) , or for disadvantaged labor market groups such as women, who benefit from a diverse set of job-relevant relationships (Lutter 2013a ).
The approach also applies at the team level: If a team is designed in such a way that it recruits members from different disciplines, or with different creative or cultural backgrounds, this increases the chances that different ideas will be explored and combined in innovative directions (March 1991; Perretti/Negro 2006 . For instance, most Hence, a career that moves through diverse cultural structures is more likely to be creatively successful. Artists exposed to larger sets of different genre conventions are likely to create new, innovative ideas by combining these conventions. In addition, Stark (2009: 17) Putting diversity into familiar structures enhances creativity because taken-for-granted knowledge must be re-evaluated. In a diverse team context, different conventions engage in competition with each other, collide, and grind against one another. This leads to the redefinition of standards and to new combinations. What follows are creative mutations that are the source of newness (Stark 2009: 18-19) . This is what Uzzi and Spiro (2005) describe in their paper on Broadway musicals (see also Uzzi 1999), but do not directly test. In their example of the collaboration of two musical producers drawing on different conventions, Uzzi and Spiro note:
Together they creatively combined the musical and lyrical conventions of the whimsical lovers with those of the doomed lovers […] . This risky creative gamble was supported by their close personal relationship, which had formed two years earlier during Oklahoma (1943), their first musical together. In this way, the distribution of different conventions and personal relations around an art can inspire creativity either by revealing previously unseen connections in material or by necessitating that an innovative solution be found that enables a synthesis of different material. (Uzzi/Spiro 2005: 461-462) In sum, exposure to a diverse set of conventions increases the likelihood that creative artists will produce creative, innovative products which gain critical recognition. In addition, the effect of diversity on critical success is increased if diversity is organized within familiar social structures.
H3: Directors who build their career within diverse and heterogeneous network structures show higher rates of critical success.
H4: The diversity effect increases with familiarity: Directors achieve highest rates of critical success if they build their career within both diverse and familiar network structures.
Data and method
I test the proposed hypotheses using full career path data from 55,097 film directors who at least once during their careers directed a US feature film. I focus on film directors because directors are the main figures responsible for the creative and artistic outlet of a production, as opposed to the producers who are mainly in charge of its financial aspects (Baker/Faulkner 1991) . Specifically, a director is responsible for the artistic and creative vision of a production. Movies are identified with their director; he or she defines a movie's specific "signature." At the same time, directors draw reputation and critical acclaim from their production. The director is also important in bringing together and managing the film crew, and "plays a critical role in coordinating the efforts of other crewmembers, solving possible conflicts, and facilitating internal cohesion and communication" (Cattani et al. 2013: 9) .
The data come from the IMDB, an internet encyclopedia that lists almost every feature film production ever released, including credit information on all actors and staff members (actors and actresses, producers, directors, cinematographers, editors, and so on). Currently, the database contains data on about two million productions and four million individuals.
3 Each director's career path starts with his/her first movie production and ends with the last entry. This creates an unbalanced panel dataset in which the number of observations per director equals the total number of productions over a whole career. I include a director's full career profile if the director at least once directed a US feature-film production. This ensures that I capture the US labor market of film directors in its entirety. 4 Feature films are movies that were shown in a movie theater, and usually released at a film festival. I do not include TV productions, TV series, and video-only movies, such as pornographic films. The final sample includes a total of 478,859 directing jobs by 55,097 directors in 330,142 films between 1900 and 2010. 3 The IMBD data are managed by editors who update the data regularly and ensure their validity. Film fans support them by reporting errors. Even actors themselves, or other members of a film crew, are allowed to provide information to the IMDB editors. Its good data validity is also known to social science research; several influential studies obtained important sociological insights using these data ( The aim of this procedure is to cover the full US labor market of film directors. This represents the best solution of constructing the sample. Other inclusion criteria produce a biased sample. For instance, if I just include directors "born in the US," an attribute in the IMDB, the sample will be biased by success. The reason is that there is missing data on this criterion for many of the unknown directors. Hence, this procedure produces a sample in which only famous directors are included. Since our dependent variable is a measure of success, estimates would be biased.
Dependent variable
I use the cumulative number of awards as a measure of critical success. I include all nominations and awards a director received at an important festival, either personally (for example, in a category such as "best director") or for the movie (that is, if the film as a whole was nominated or won an award in a category such as "best film" Table A1 in the appendix. Each award enters the equation with an equal weight, for which there is a reason: First, there is no theory justification on how to appropriately weight each single award. Second, the film industry creates a "natural" weight: Those directors who receive the most prestigious awards (like the Oscar) are likely to receive many of the second-tier awards. In that sense, prestigious awards do not need to be weighted higher, because directors will receive more awards anyway.
Predictors Table 1 lists descriptive statistics of all variables used for the analysis. Hypotheses 1 and 2 relate critical success to the type of embeddedness in the social structure of the labor market. To test H1, I use the variable familiarity in order to estimate the extent to which a director works in teams consisting of people knowing (and possibly trusting) each other, based on the intensity of past collaborations. Familiarity is a way to measure network density among team members. The measure goes back to Newman (2001) , and has been used in a similar fashion by Reagans et al. (2005 ), de Vaan et al. (2011 ), Cattani et al. (2013 and Lutter (2013a) . I adopt this measure from de Vaan et al. (2011: 13) , but modify it for the individual career level. The variable is a cumulated standardized average of dyadic past collaborations for each film team over a director's career. It is zero if there is no repeated collaboration among any of the team members in any team the director has been working with, and it takes on positive values if there is prior collaboration. The higher its values, the higher the degree to which a director works in teams in which team members know each other and share experience from past productions. The appendix provides information on the technical details of this measure as well as on the predictors discussed below.
While familiarity represents the strength of past collaboration within a team, it does not measure any sort of density that goes beyond an average quantity of prior relationships between pairs of team members. In order to measure the degree to which a team consists not only of familiar ties, but also of stronger, cohesive ties, I use three different approaches.
First, I use a modified version of a team-based cohesion variable that was developed by de Vaan et al. (2011: 13-14) . Specifically, I apply their team-based measure to the individual level by accumulating over all entries of a director's career. At the team level, the quantity captures the degree of cohesion of a present team, derived from past col- laborations of interconnected subgroups of at least three persons. For instance, if three crew members collaborated in a prior production and reassemble in a later movie, this production is more cohesive because a full clique rather than a dyadic tie collaborates again. The variable takes on positive values, and the higher the values, the more recurring cohesive structures from the past constitute a present team. If instead no clique of former collaboration exists within a team, the measure takes the value 0. I use the cumulative over a director's career path in order to capture past associations in cohesive teams.
Second, I create two measures of cohesion that refer directly to the position of the director (taken from: Delmestri/Montanari/Usai 2005: 990). The first is the cumulative of a director's horizontal strong ties. For each time point t in a career of director, I accumulate the number of times he or she directed a film with the same producer. In the same way, the variable vertical strong ties accumulates the number of times a director has been collaborating with the same actor or actress in present team. While the first variable measures strong-tie relationships on the managerial side of a production, taking horizontal ties between the director and the producers into account, the second quantifies strong ties vertically, between directors and actors, and hence relates to the artistic level of a production. Higher values of both variables indicate that a director tends to build a career within closer tie structures.
In order to test H3 and H4, I construct a total of four measures that capture different aspects of diversity. The first variable is the degree of exploration within each production, counted as the proportion of newcomers per team, and accumulated over a director's career. In line with March (1991) as well as Perretti and Negro (2006) , I suppose that the more newcomers enter a team, the higher the extent to which fresh, uncommon, or progressive perspectives and ideas are being explored within a production. The more a director has been exposed to newcomer exploration within teams, the more likely a director's critical success.
The next three variables consider the director's individual experience with different artistic categories. Every film in the database is classified by a combination of up to 28 genre categories, such as drama, comedy, sci-fi, or crime. For instance, Kubrick's "Spartacus" (1960) carries the genre codes action, adventure, and biography, whereas "A Clockwork Orange" (1971) has the labels crime, drama, and sci-fi.
The variable genre spanning counts and accumulates at each point in time the absolute number of different genre categories a director has been exposed to over his/her career (see Hsu 2006) . The more a director manages to cover different artistic categories, the broader his/her experience is with diverse artistic conventions, standards, and cultures Hsu 2006 ; Hsu/Hannan/Koçak 2009).
The variable new genre accumulates over time the number of a director's movies in which the attached genre categories constitute a completely new combination of genres for the respective director; in other words, the combination did not previously occur in the director's career path. This variable measures a director's propensity to engage in new categories, which displays personal tendencies to leave familiar paths and to move to unknown artistic territory. While genre spanning measures the extent to which a director has been exposed to diverse genre categories, cultures, and conventions, new genre takes into account the extent to which a director actively pursues this exposure.
Finally, the variable genre diversity measures the average genre distance between all members of a film crew. Again, I adopt this measure from de Vaan et al. (2011: 11-12) and adapt it to the individual level by accumulating it over a director's full career path. Genre diversity at the team level is based on the individual genre histories each team member brings in from all prior productions. The measure is based on Jaffe's renowned dissimilarity index (Jaffe 1986 ) and has been used in a similar way by Rodan and Galunic (2004) , Lutter (2013a) , Phelps (2010), and de Vaan et al. (2011) . In the technical appendix, I describe the construction in detail. At the team level, the measure is 0 if all members in a team share exactly the same genre history. It takes on positive values if members in a team differ in their genre histories. The cumulative of this variable quantifies the extent to which a director compiles, directs, and works within teams that are either more homogenous or more heterogeneous with regard to genre experiences. The higher the value of this measure, the more diverse the director's career path is with regard to genre diversity of prior teams.
Covariates
In order to rule out possible effects on the dependent variable, I use several controls at the individual and team level. First, I use a set of director-specific socio-demographic controls. This comprises age, measured in years, female, 5 and country of origin (five dummies for USA, UK, France, Germany, and Italy).
Second, I include a number of human capital measures to control for talent, experience, and seniority, as well as the human capital qualities of the team. Prior success. This variable counts the number of awards a director received prior to the current production. Years in business. This is the number of years the director has remained, or "survived," in the film business, counted from the director's first to last production at time point t. General job experience. This is the total number of movies the director has made by time t. Specific experience: Has been producer/actor/writer. These three variables count at each time point t the number of times the director has worked as producer, actor, or writer. Changing role types is a signal for a broader range of accumulated skills. This displays 5 The IMDB only provides the gender of actors and actresses. For directors, I had to compute this variable by automatically imputing gender information based on lists of female and male first names. This worked for about 73 percent of individuals in the data. For the remaining 27 percent, about 15,000 individuals, the gender information was coded manually. more stable and successful careers (Baker/Faulkner 1991) , and is likely to affect critical success. International visibility. This variable measures the international visibility and experience level of the director, which I assume should affect critical success. For each of a director's film productions, the measure counts and accumulates over time the number of production countries involved in the film and the number of languages in which the title was released. The home country or language is excluded from this count. Major titles. The accumulated number of a director's titles either produced or distributed by a major company. As opposed to independent productions, majors have substantial budgets and attract larger audiences through wider distribution channels and effective marketing. Sequels. This is the director's cumulative number of sequel productions. Sequels build on the popularity of their forerunner. Sequels often receive substantial box-office returns. Novels. Accordingly, this is the cumulative number of productions that were based on a novel. On average, titles based on a novel are more successful than movies based on previously unknown scripts. Titles in English/ Spanish/ German/ French/ Italian. These five variables count the number of English-language productions (Spanish-, German-, French-, Italian-language, respectively) the director has been involved in.
Production country USA/Germany/France/Italy. Similarly, these four variables count the number of titles that were produced in the USA (UK, Germany, France, Italy, respectively). Both sets of variables account for possible heterogeneity due to language or country of production, which might differently affect the likelihood of receiving awards. Crew size. Since I do not have a direct measure for budget or box-office returns, I control for the number of members in a production. According to Rossman et al. (2010) , this can be seen as an approximation of budget and, eventually, box-office returns. Productions with larger teams generally have higher production costs; at the same time, costly movies usually do well at the box office (though the correlation is not perfect). Team human capital. This variable measures the extent to which a team consists of experienced members. It accumulates the average experience level of the team for each film production, based on the total number of each team member's movie productions up to time point t, divided by crew size. The higher the value of this variable, the more experienced the team is. Team star power. This measure calculates the average number of awards each team member had received until the current production. Hence, it measures the extent to which the team consists of stars. Hierarchical layer structure. This variable counts the total number of producers and directors for each production. Previous research shows that the more co-directors or co-producers are involved, the higher the constraints on the creative vision of a director, which might have a negative effect on critical success (Perretti/Negro 2006: 767) .
Analytical strategy
The dependent variable is a count variable, so I use count modeling to take advantage of the data effectively. Specifically, I employ random-and fixed-effects negative binomial regression models to account for overdispersion and to fully exploit the panel structure in the data. 6 Since the dependent variable has a large amount of zeros, this might suggest the use of zero-inflated models. However, it should be noted that the zeros are completely "true" in the sense that each individual has a positive chance to receive an award. There are no "excess zeros," which would occur if some individuals have no chance of receiving an award (in which case, a zero-inflated model would be the appropriate tool) (Cameron/Trivedi 1998: 123) .
Count data are sometimes modeled through OLS regression using log transformation of the dependent variable. Such an approach, however, is also not appropriate in this case since the log transformation would reduce the dispersion in the dependent count variable and it is precisely this dispersion in which this study is interested. That success across individuals is highly scattered is a natural feature of this labor market, and logging the dependent variable would lessen the ability to estimate this winner-take-all characteristic. This is also the reason why I mainly focus on a random-effects approach rather than fixed-effects because fixed-effects models would drop all time-invariant variables as well as all directors who appeared in just one production, in addition to those without variation on the dependent variable (applies in total to about 75 percent of all directors). However, since a fixed-effects model allows stricter tests on causality due to its "within logic" in the interpretation of coefficients, and since fixed-effects estimations are generally better at ruling out possible endogeneity problems, I additionally run and present the results of a fixed-effects regression on the full model (see results section below, Table 2 , Model 6).
Since the timeframe of the study covers more than a century, there might be general time trends affecting both the dependent as well as the independent variables. To account for such an unobserved heterogeneity due to time, the full model includes the logged number of years from 1900. Controlling for time is also important because many awards are relatively new and were established after 1970.
7 Thus, chances of receiving an award might increase with time, though probably at a marginally diminishing rate. In addition to time, all models control for possible heterogeneity due to genre. Some film genres might impart a greater chance of receiving awards. Therefore, I include dummies for all of the 28 genres. To control for skewness and diminishing marginal effects, most predictors enter the regression log-transformed. 6 Likelihood ratio test strongly suggest that the usage of negative binomial models is superior to the Poisson model. All test results can be made available upon request. 7 I tested several dummies for certain time periods (silent era, studio-system era). Results do not change if I include these other specifications of time. However, since I have no theoretical justification for how to define the timeframes, it seems to be a better solution to use the logged time counter.
Results
Table 2 displays the regression results. Model 1 is a baseline model that starts with the first set of control variables, the socio-demographic background variables, and the individual-level human capital measures. Model 2 enters the main predictors. Model 3 adds the regional controls such as language and country of production. Model 4 includes the remaining team-level controls, and Model 5 controls for the time trend. Model 6 replicates the full model using a fixed-effects rather than random-effects regression. All six models include the 28 genre dummies.
The control variables, to begin with, show that critical success is associated with higher age, being female, prior success, years in the business, being experienced as a producer (but not as an actor or writer), having international visibility, having produced titles in the English language and produced in the United States, with a larger budget, with less team seniority, but with higher team star power. Producing more major titles or sequels reduces critical success, whereas scripts based on novels increase critical attention. The fact that women have higher chances of receiving awards is an interesting ancillary finding, which, as it is not the focus here, might be of interest for future studies (but see Lutter 2012 ).
The main predictors largely confirm the proposed hypotheses. As can be seen from the familiarity variable, H1 is supported. The more a director builds a career within familiar affiliation networks, the more likely it is that he or she will achieve higher rates of critical success. In contrast, if the affiliation becomes too strong, this is detrimental for creativity and innovativeness. Cohesive structures impart strong negative effects on critical success. This is shown by the negative coefficients of cohesion and vertical strong ties. It seems that especially the density among the "creative" members negatively affects critical success, because the coefficient of horizontal strong ties -that is, strong ties between director and producer -positively affects critical success. Relationships between the main "heads" of a production are crucial for the trust that is needed for creativity and innovativeness in output. Hence, H2 is supported for the "creative" domain, but not necessarily with regard to the business side of a production -which makes sense in light of the theory assumptions on the relation between information sharing and the generation of creative ideas.
The diversity measures, too, point in the expected direction: The more a career is built within diverse and heterogeneous structures, the better this is for creative success. This is true for the individual attachment to different genre cultures, as shown by the genrespanning variable, as well as for the individual tendency to explore new creative fields, as shown by the new-genre variable. The association is also supported for genre diversity. These coefficients show that the diverse environments in which directors build their careers have strong effects on a director's likelihood of receiving critical attention and success. The only exception is the degree of exploration, which is positive in the first Note: Random-effects (Models 1-5) and fixed-effects (Model 6) negative binomial regressions; t statistics in parentheses; * p < 0.001 (two-sided tests); n.i. = not identifiable within fixed-effects regression; ln=logged variables. models, but becomes negative after I control for team human capital and star power (and is insignificant in the fixed-effects model). Despite this ambiguity, H3 is well supported by three out of four diversity measures.
Regarding the robustness of the findings, the results remain absolutely stable within the fixed-effects estimation in Model 6. This model is only capable of estimating timevariant variables, and therefore drops all data with no time-variation as well as all directors with no variation on the outcome variable. For the remaining 8,503 directors, the coefficients offer a better causal interpretation and show how changes in the predictor variables directly affect outcomes within a director's career. As the table shows, the results also confirm this stricter causal test on the data.
H4, finally, makes an interaction argument: The familiarity effect should become stronger with increasing diversity. Figure 2 tests this assumption. The figure plots the interaction effects of the familiarity variable and the four diversity measures. Each panel in the graph shows one interaction, each based on the full regression model, including the predictors, the interaction term, and all controls.
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Each graph in the figure plots the model-based predicted number of awards (y-axis) for different values of the familiarity variable, based on the full covariate model, as a function of the respective diversity measure (x-axis). All other controls are fixed at their means. Each line in the graphs represents the effect of the familiarity variable for a specific value and shows how the expected number of awards for this value varies with regard to the diversity measure. The values of the familiarity measure are chosen in order to represent its distribution. This includes the lowest and highest value, the mean, and the mean +/-one standard deviation above and below the mean. The vertical line on the x-axis displays the mean of the diversity measure.
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The regression models are shown in Table A2 in the appendix. The results of the interaction effects largely support H4: For familiarity scores above the mean, the expected number of awards generally increases with more diversity. For scores below the mean, the increase is either at a very moderate level or the expected count does not increase at all. Therefore, as predicted, the familiarity effect is generally stronger when it meets heterogeneous and diverse cultural and social structures. Vice versa, diversity has a greater effect on creativity and critical success if its creative potential is socially embedded within familiar social structures. If diverse structures are not socially embedded in familiar organizations -in other words, if directors operate within teams with no team familiarity at all -then the effect on success is about zero (that is, the line in the diagram has a zero slope). The slope is even negative for new genre, team diversity, and degree of exploration. In this case, increasing diversity reduces the expected critical success. Diversity, while generally being a positive feature in the art world, can then become detrimental for creativity if it is not "bounded" in familiarity.
Discussion and conclusion
This article analyzes the individual career patterns of an almost complete population of creative artists: directors of feature films. In line with prior research (Stark 2009; Uzzi/ Spiro 2005; de Vaan/Stark/Vedres 2013) , the results suggest that familiar network structures and exposure to diverse creative conventions work as complementary elements in the creation of innovative ideas. Improving on existing research, however, this study shows that these features greatly affect individual careers as well. Career diversity maximizes the flow of different ideas, expands the creative palette, and broadens a director's creative vision. Furthermore, this creative potential is boosted if it exists within trustenhancing familiar social ties that enable and optimize the coordination of creativity and information flow.
The paper therefore adds to the literature on teams by showing that team composition matters not only for team success but also for individual careers. The findings demonstrate that creativity and innovativeness -which I argue are reflected in the critical success of a director -depend on factors largely outside the individual's ability and experience level, but are related to the specific social surroundings in which a director is embedded. Hence, the study suggests that critical recognition derives not only from the merit of individual talent, but is also affected by the specific "art world" (Becker 1982) or the social structures within the labor market that strengthen or weaken individual success.
Talent and human capital certainly represent important factors in career success, and the study's control variables demonstrate their significant effects. This paper shows, however, that contextual factors have their own effects whether creative artists gain critical attention or not. Ronald Burt is probably right to note that human capital points to individual ability, but "social capital refers to opportunity" (Burt 1998: 7) . Only within socially structured opportunities can individual ability bloom and achieve major success, but without the right opportunities, talent alone will not be enough in a market like this. The paper therefore adds to the literature on explaining winner-take-all structures by pointing out that it is not only talent that matters: the structural positions that create opportunities for gifted individuals are equally important.
However, designing the right team, creating a good mixture between familiar and diverse social and cultural structures, and being in the "right" social positions are abilities that might come from individual talent. Some people might have more talent to strategically create and attach themselves to those social structures that enable success. While there might be some truth in this, I believe that Katherine Giuffre is right when she concludes from her study that careers are not linear "ladders" on which one either moves up or down, but "sandpiles of opportunity" in which each individual's career is structurally connected to all other career paths, and in which each career step, each move from project to project, changes the network and opportunity structure of everybody else in the labor market (Giuffre 1999) . It is in that sense that mere ability is not decisive for individual success, but also requires opportunities created through social structures of interconnected ties, affiliations, and prior collaborations.
Despite the study's effort to draw on as complete career data as possible, there are certain limitations. One limitation comes from that fact that the study draws solely on career data from feature films, not from related fields, such as TV or theater productions, in which film directors might also engage. Hence, the study cannot estimate whether these missing data affect its results. However, if the assumption holds that the missing data generating process is "MCAR" -missing completely at random -then this omission is largely unproblematic (Little/Rubin 2002) . In other words, if we assume that the mechanism that leads directors to seek TV and theater projects is uncorrelated with the study's main variables, then the lack of data is negligible. I leave it to future research to decide whether this assumption holds or not, and whether the study's results can be replicated within different artistic domains.
The findings of the study might be generalized beyond the specific labor market for film directors and be applied to other labor markets in which innovation, creativity, and/or critical recognition play a crucial role for generating reputation and career success, for instance, in the careers of journalists, musicians, designers, politicians, academics, managers, or even professional sports players. Future research could test the study's findings on these other areas and see whether or not the same effects apply.
The findings are also important on a much broader scale than the empirical setting might suggest. As Jones and DeFillippi note (1996) , the project-based film industry is probably prototypical of what is to come: the economy has been shifting from a hierarchical organization of labor to network and team-based production (Castells 1996) . Careers are becoming "boundaryless" (Arthur/Rousseau 1996). Work is switching from manual labor to creative and knowledge-driven project work (Boltanski/Chiapello 2005) . Hence, the 1900 to 2010 network structure of the film business probably offers a natural test laboratory for explaining outcomes in other sectors of the current twentyfirst century market economy. Notes: Random-effects negative binomial regressions; t statistics in parentheses; * p < 0.001 (two-sided tests); ln= logged variables. 
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